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FOREWORD 


I often happens that an academic, during his or her career, finds a 
new field that is more interesting and engaging (at an academic level, 
naturally) than what he or she has previously studied. This is far from 
a law which, some would say, distracts academics from their chosen 
discipline. Rather, such paradigm shifts are key to the opening of new 
fields of study and introducing different approaches to established fields. 
Interdisciplinary studies such as sociological criticism could not have arisen 
without deviation from the expected academic tract, and have often been 
developed to explicitly address perceived faws in mainstream discourse. 

The book which you now hold in your hands originates from 
one such shift. I began my studies in a purely literary context, focusing 
on structural analysis of literary works, before becoming interested in 
sociological criticism, particularly that which positions literature in a 
historical context. In completing my masters' thesis—the basis for this 
publication—I was allowed to pursue a highly interdisciplinary and 
hitherto unprecedented research project: the history of adapting novels to 
films in Indonesia. Although the social phenomenon of film adaptation is 
burgeoning, little macro-scale research has been done into it. 

For the initial phase of this research, which I intend to continue 
into my doctoral studies, I focused on the colonial period, when both the 
modern literary and film industries were developing. This period, when 
Indonesia was internationally recognized as the Dutch East Indies, was one 
of intense flux and rapidly changing social and cultural values. As such, 
contextualizing of the film adaptation process was challenging yet engaging. 
I had to access sources which had rarely, if ever, been utilized in academic 
discourse, and search throughout Indonesia—and even abroad—#for the 
books from which the first instances of film adaptations in Indonesia 
were made. The films themselves have, to the best of my research, mostly 
been lost, and as such, I had to seek out contemporary reviews in order 
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to discover and record their plots: only then could any transformations 
made during the adaptation process be brought to light. Documents from 
the film studios themselves were inaccessible, meaning that analysis of 
the extrinsic factors—those factors are not contained within the works 
themselves—-relied predominantly on interviews, both contemporary and 
more recent, with the social actors responsible for the productions. 

The writing of this book was a lengthy process, and I would like 
to take the opportunity to thank all those individuals and institutions 
that made it possible. First, to Dr. Sri Margana, my greatest gratitude 
for patiently serving as my academic counselor over the course of a year. 
Second, to all of my lecturers and classmates at the Literature Department 
of UGM I owe my deepest thanks, with a special mention to Prof. Faruk for 
entrusting me to the history department, Dr. Sudibyo for his input during 
the writing process, and Dr. Wening Udasmoro for her recommendation 
that I publish my work as a book. Third, I thank Dr. Frank Dhont of the 
International Indonesia Forum for giving me the opportunity to present 
my work during the 2013 IIF conference, thus providing me with access to 
feedback from academics of all disciplines. Fourth, I am deeply indebted to 
Prof. Muhammad bin Haji Saleh, the Tamansiswa Dewantara Kirti Griya 
Museum, Nia Nuraini, and Sinematek Indonesia for their assistance in 
finding the sources necessary for this books completion. Fifth, I would like 
to thank Dr. Agus Suwignyo for reviewing this work and Gadjah Mada 
University Press for publishing it. Last, but not least my sincerest thanks 
go to my family for their moral and material support. I take responsibility 
for all errors in facts and interpretations presented herein. 

There are still many opportunities for research into the cinema of 
the Indies and Indonesia, be it regarding film adaptations or other aspects 
of the industry. My small contribution will hopefully spur others to fill 
this knowledge gap. 


vi 
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CHAPTER I 
INTRODUCTION 


1.1 BACKGROUND 


kranisasi (literally “screenification”) is an Indonesian word indicating 

the adaptation of a work from another medium to the screenj the term 
is derived from the French ecran, meaning 'screen', and the suffix —isasi, 
which is eguivalent to the English —ization, or “process of becoming'. In 
recent years, such works (particularly those adapted from novels) have 
dominated the country's box office and awards ceremonies. By 2012, 
four of the five highest-grossing Indonesian films' were adapted from 
novels (“Data Penonton (2007—2013)”). The 2011 Citra Award for Best 
Film went to an adaptation, Sang Penari (from the novel Ronggeng Dukuh 
Paruk by Ahmad Tohari, Kurniasari, 2011) and in both 2011 and 2012 
Indonesia's submission to the Academy Awards? was an adaptation of a 
novel. 

Despite the prominence of films adapted from novels, the history 
of this phenomenon is poorly described. If we are to believe Usmar 
Ismai''s spiel while promoting Anak Perawan di Sarang Penjamun (1962, 
from the novel of the same name by Sutan Takdir Alisjahbana), which he 
touted as the first film to unite writers and filmmakers with a common 
goal, the history of film adaptations from novels in Indonesia only dates 
to the 1960s. Such a position is, however, untenable, as indicated by 


Namely, Laskar Pelangi (2008: adapted from the novel by Andrea Hirata), Ayat-ayat Cinta 
(2008: adapted from the novel by Habiburrahman EI Shirazy): Ketika Cinta Bertasbih (2009, 
adapted from the novel by Habiburrahman El Shirazy), and 5 cm (2012, adapted from the 
novel by Donny Dhirgantoro). The only top-five film not adapted from a novel, Habibie & 
Ainun (2012), was adapted from a biographical book by former president B.J. Habibie. 
Namely Di Bawah Lindungan Ka'Bah (2011: from the novel of the same name by Hamka: 
Academy Awards, 2011) and Sang Penari (de Leon, 2012). 
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contemporary journalist Rosihan Anwar (1962: 3), who writes “if I am 
not mistaken, before World War II Marah Roeslis Sitti Nurbaya was 
adapted for film”, this suggests that such adaptations predate Indonesia's 
independence. 

Anwars doubts were well-founded, although Siti Noerbaja, which 
was released in 1941, was not the earliest adaptation of a novel in the 
Dutch East Indies (pre-independence Indonesia). The carliest domestic film 
adapted from a novel in the archipelago was, in fact, released fourteen years 
carlier, this work, G. Krugers Eulis Atjih, was adapted from a Sundanese- 
language novel by Joehana. As will be shown, 11 of the 100-odd fiction 
films produced between 1926, when the areas first domestic fiction film 
Loetoeng Kasaroeng was released, and 1949, when the Dutch recognized 
Indonesias independence and the Dutch East Indies was dissolved, were 
adapted from novels. 

Multiple works discuss the films produced in the Indies and the 
companies and individuals behind these productions, the most detailed of 
these is the collaboration between Misbach Yusa Biran, Taufik Abdullah, 
and SM Ardan titled Film Indonesia Bagian I: 1900-1950 (reprinted with 
some changes in 2009 as Sejarah Film 1900-1950). However, the process 
of ekranisasi in the Indies has yet to be presented as a single, coherent 
narrative, nor have the social factors behind the act of ekranisasi been 
described in any detail. Though Biran (2009) and Said (1982) do mention 
which films were adapted from novels, and in some places discuss the role 
of film production in society, they neglect to discuss the adaptation process 
itself or the related social factors. 

We propose that an understanding of the earliest films adapted from 
novels is necessary in order to understand better the history of ekranisasi 
and its role in Indonesian society: only through an understanding of the 
past can we give meaning to the present. As such, this book explores the 
carliest cases of ekranisasi in the Indonesian archipelago, focusing on the 
colonial period. To do so, we indikates which individuals were behind 
the social act of e#ranisasi in the Dutch East Indies, as well as the known 
instances of this social act. We further explore the social factors in the 
colony which likely influenced the social act of ekranisasi, and based on this 
we attempt to answer how such social factors affected the screen adaptation 
process. This includes, but is not limited to, why certain novels were 


3 Original: “Kalau saja tak keliru, sebelum Perang Dunia ke-2 pernah difilemkan roman “Siti 
Nurbaja”, gubahan Marah Rusli". 
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selected over others for adaptation, why certain novels were not adapted: 
how and why aspects of the story were changed: why stage performances 
were a consideration in selecting novels to be adapted, and how the race 
of persons performing the social act influenced the adaptation process. 


12 THEORETICAL FRAME WORK 


1.2.1 Film, Novel, and Ekranisasi 


An understanding of three basic concepts— films, novels, and 
ekranisasi—is reguired to understand the material object of this study. For 
film, we derive our understanding from the standard dictionary definition. 
A film, according to Oxford, is a story or event recorded by a camera as a 
set of moving images and shown in a cinema or on television. As television 
was non-extant in the Dutch East Indies,“ and novels are by definition 
fiction, we narrow this definition to a fictional story or event recorded by a 
camera as a set of moving images and shown in a cinema. As stated above, 
and enumerated by Biran (2009: 379—386), some 100 works produced in 
the Dutch East Indies fit this definition. 

The term novel is somewhat more difficult to define. Oxford defines 
it as a fictitious prose narrative of book length, typically representing 
character and action with some degree of realism (“Novel”), a general 
definition which leaves much room for debate, particularly regarding 
length and the degree of “realism” (a term which, if defined too strictly, 
excludes all forms of fantasy and most science fiction) reguired. Some 
organizations, such as the Science Fiction and Fantasy Writers of America 
(“Nebula Rules”), give definitions of length which are based on word 
count, with shorter works being classified as (in increasing length) short 
stories, novelettes, and novellas. However, such a fixed definition does not 
properly describe the state of prose in the Dutch East Indies: G. Francis 
Njai Dasima, as compiled by Pramoedya Ananta Toer in Tempo Doeloe 
(223-247), is well under 20,000 words, while Marah Roesli's Sitti Nurbaya 
is over 80,000. As such, for the purposes of this paper we will define a 
novel, with an addendum to exclude traditional works published as books, 
as a fictitious prose narrative released as an individual book and credited 
to a named author or authors, typically representing character and action. 


4 The first domestic television broadcast in the Indonesian archipelago—coverage of the 1962 


Asian Games—came on 24 August 1962 (Kitley, 2000: 22, 24). 
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The third key concept here, ekranisasi, or the adaptation of novels 
into films, is derived from the above two definitions, combined with the 
dictionary definition of adapr. “to make (something) suitable for a new 
use or purpose: modify” (“Adapt”), a definition which implies that what is 
adapted is still remnant in some form in the adaptation produced, a work 
which does not show any sign of the original source material cannot be 
said to be adapted from it. Ultimately, we define the adaptation of novels 
into films as the modification of fictitious prose narrative, one released as 
an individual book, credited to a named author or authors, and typically 
representing character and action, as a fictional story or event recorded by 
a camera as a set of moving images and shown in a cinema. 

Throughout this book we will use ekranisasi and adaptation of novels 
into films interchangeably. A third term, alih wahana, which has gained 
currency in Indonesian studies into the screen adaptation process, has not 
been used. Alih wahana (media adaptation) is too general to be of use 
here, it does not differentiate between target mediums. Aside from the 
adaptation of novels, poems, comic books and stage plays into film, alih 
wahana could include such social acts as the adaptation of films to novels, 
poems to stage plays, and even statues to poetry. As such, ekranisasi—in 
which the film aspect is emphasized—remains the best term for this book. 

Regarding the material object of this study, there are two variables: 
the identity of a work as a film, and its identity as a novel. Both are 
binary: a work is either a film or not, either a novel or not. In this study, 
works which are neither films nor novels have not been included. There 
could, conceivably, be a gradation in the ekranisasi process based on how 
faithful a film adaptation is to the original novel, ranging from a complete 
reproduction, mostly faithful, somewhat faithful, barely faithful, and 
almost unrelated. However, as most films from the Indies have been lost, 
such a detailed gradation is not possible for films from the colony. It is 
impossible to accurately judge how faithful a film was to its source novel 
without having access to the film itself. However, since promotional 
materials from the time exist and can be consulted, a basic understanding of 
the main story and major variations of the underlying work can be known. 


1.2.2 Social Acts and Social Actors 


The above understanding of the research object shall be combined 
with a theoretical understanding of ekranisasi as a social act, a concept 
promoted in the sociological theory of Max Weber. Though Weber wrote 


4 
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the majority of his work nearly a hundred years ago, we hold that his 
theory—consisting of the concepts of a social act, rationalization, class, 
status, party, and authoritative structures—remains relevant to modern 
academia. 

A social act, according to Weber, is not an act which is inherently 
responsive, or a non-thinking response to an external stimulus, but one 
which is considered, weighed, and acted upon rationally, with the actor 
aware of his or her goals. Weber insists that, to understand and interpret 
these social acts, it is not the psychology or mental process behind an act 
which is analyzed, but the actions done by individuals (not collectives) 
themselves. He identifies (1921/1968: 24—26) four types of social acts, 
based on the reasoning behind them: instrumental acts (defined by an 
individual's expectations regarding objects and other individuals in an 
area), value acts (defined by values, such as morals, held by an individual): 
affectual acts (defined by an individual's emotional state), and traditional 
acts (defined by how society considers it proper to act). 

A social act, Weber argues, is a result of the rationalization process. 
Though he uses many definitions, and at times is unclear which of these 
definitions he is using at what time (Ritzer, 2012: 232), it is clear that for 
Weber (and thus for this study) true or formal rationalization is a process 
for obtaining scientific objectivity within a society while abandoning the 
traditional superstitions and structures: rationality becomes, to paraphrase 
Kalberg (1980: 1148), a conscious regularity which serves to master 
fragmented and unordered reality. For this book, we use Kalberg's (1980: 
1151—55) dassification of the forms of rationalization: practical rationality 
(defined as worldly rationalization related to pragmatic individual goals), 
theoretical rationality (defined as a cognitive attempt to understand reality 
through increasingly abstract actions), substantive rationality (defined as the 
ordering of reality using a value system), and formal rationality (defined as 
instrumental calculations based on a perceived universal order). 

For Weber, how this rationality is used—and thus how a social act 
is formed and what is done—is based on the individual's position within 
society, ones position shapes one and ones decisions. Weber identifies 
three aspects of social life which should serve as considerations for 
sociological analyses: class, status, and party. Class, he defines (1921/1968: 
927), as a shared situation in which individuals have the same economic 
status as economic producers, which thus presents them with the same 
Opportunities. Status, meanwhile, is the components of an individua''s 


Versi Pdf Lengkapnya di ipusnas.com 


life which deal (positively or negatively) with respect (1921/1968: 932). 
In terms of economics, it can be tied to consumption, but it is much 
more inclusive: Weber writes that money and a business position does 
not guarantee high status. The final strata, party, refers to the political 
structures struggling for dominance in a given society. 

Authoritative structure(s) differentiated from simple coercion 
based on the populaces belief that the structure(s) is/are legitimately in 
power, rather than abusing its power, limit what an individual may do. 
Said structure(s) is/are dominant over individuals in a society, capable of 
determining whether an individual should do a certain act and able to 
punish him or her for acts which are against the structures interests. Weber 
(1921/1968: 220-250) gives three ideal types of legitimate authoritative 
structures: legal-rational (defined as structur with a system of rules, applied 
administratively and judicially in accordance with known principles, 
with representatives determined by legal procedures and limited in their 
powers): charismatic (defined as structur which deriv their power from 
the charisma of the leader, an individual who has shown that he or she 
is fit to lead through “magical powers”, “prophecies”, heroism, etc., and 
may give power to those loyal to him or her): and traditional (defined as 
structur in which authority is legitimate because it has always existed, in 
which rulers inherit their power, delegate it to others as needed, and are 
generally not subject to checks and balances). He notes that, in practice, a 
combination of two or more types of authoritative structures is common. 

For the above concepts, this book positions both the form of the 
social act and rationalization as if on a guadrant in which individual social 
acts and rationalization processes can be plotted based on the interaction 
between its elements. In doing so, the four classifications of social acts 
and the four classifications rationalization processes are considered two 
binary pairs of varying gradation. For social acts, the binary opposites 
of instrumental (rational) and affectual (emotional) acts are positioned 
opposite each other, as are value (individually based) and traditional 
(community-based) acts. For rationalization processes, the categories of 
practical (material- and individual-oriented) and theoretical (ideal- and 
universal-oriented) rationality are positioned opposite to each other, as are 
substantive (value derived) and formal (objectively derived) rationality. 

For class, this book uses a two-level gradation: lower-class and 
upper-class. Owing to the lack of documentation regarding individual film 
producers or audiences, this division should be understood as a very general 
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one. No financial figures are available to determine the reguired income 
for an individual to be considered lower or upper class, in conducting this 
research, only contextual implications based on individuals employment 
could be found. Status, for the purposes of this paper, is viewed as related 
not only to the financial and productive situation of an individual, but also 
their ethnicity. As such, there are four mutually-exclusive classifications of 
status which are used in this paper, derived from the legal and sociological 
situation in the Indies: ethnic European, legally recognized as having 
the highest status, Eurasian, or Indo, legally recognized as being at the 
same level as ethnic Europeans but treated by society as inferior, ethnic 
Chinese, legally second-class citizens yet holders of extensive capital and 
business interests: and native Indonesians, legally of the lowest status yet 
with considerable economic power owing to their sizeable population. 
Other ethnicities extant in the Indies, such as Arabs and Indians, were 
not active in the film industry and did not produce novels which were 
adapted to film, they are thus not included. Party here is not classified as 
a formal political party, but based on a balance between an individual's 
ethnic loyalty (loyalty to his or her own ethnic group, as evidenced by the 
selection of source material and target audience) and individual needs (the 
need to gain financial capital, earn a profit, etc.) 

Regarding the form(s) of authoritative structure which may have had 
an effect on the social act of ekranisasi production, this book uses Weber's 
classifications of legal-rational, charismatic, and traditional authority. An 
act may or may not be influenced by the legal-rational, charismatic, or 
traditional aspects of authoritative structures. It is important to note that 
for the purposes of this book, authoritative structures are not necessarily 
those of the Indies government, but may also include studios' internal 
hierarchies. 


1.3 DATA 


We have used both guantitative data (the number of films produced, 
the number of novels adapted, the number of actors involved, etc.) and 
gualitative data (changes to novel during the social act, rationalization 
behind an act, ethnicity), collected entirely through library research, 
primary research was impossible as all actors have died. The sources used 
include the works themselves (where possible), existing studies about 
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the films and novels of the Indies, as well as other documentation of the 
colony's society. 

This data has been filtered by applying the concept of ekranisasi to 
films adapted from novels, while selection of societal data was based on 
Webers concepts of class, status, party, and authoritative structure. The 
data has been presented descriptively, an approach necessary to attain all of 
the goals of this book. To explore the relation of social context and the act 
of ekranisasi, data regarding social acts was connected with data regarding 
society by using gualitative comparative research. Actors and acts were 
positioned within their class/status/party framework in an attempt to show 
how social factors affected the screen adaptation process in the Indies. 
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CHAPTER II 
SOCIAL ACTORS AND SOCIAL ACTS 


Ts understand the film adaptation process in the Dutch East Indies 
as a social act, it is first necessary to know the social actors—the 
individuals who performed the social act of ekranisasi while maintaining 
creative control, namely the directors and producers of such films—as 
well as the incidences of the social act—the instances in which films 
were adapted from novels. This background knowledge, including but 
not limited to the ethnicity and life experiences of social actors and the 
thematic elements found in adaptations, serves as the basis of the motive 
and rationale analysis presented in Chapter IV. 


21 ACTORS 


2.1.1 G. Krugers 


Little has been recorded in academia about Krugers, and what 
is recorded is problematic. Modern sources do not agree on things as 
basic as his family name?. JB Kristantos film catalogue, located online at 
Jilmindonesia.or.id, does not give his year of birth, and states that Krugers 
was born in Hong Kong to a mixed-race couple, one German and one 
Indonesian: this would be extremely improbable. Biran (2009: 143), 
meanwhile, writes that Krugers—whom he also categorizes as Indo—died 
in Hong Kong after having gone mad because of his losses in the film 
industry. 

Contemporary sources are, however, more revealing. An article on 
Krugers court case in 1933 indicates that he was born in Banda Neira— 


Sources vary on his name. Biran alternatively gives Kruger (1986: 3) and Krugers (2009: 55): 
this latter spelling is also supported by Kristanto (“G. Krugers”). A contemporary newspaper 
review of his film Eulis Atjih gives Krugers, and his family continues to use that spelling. As 
such, “Krugers” is the spelling we have used here. 
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at the time a major port for the nutmeg trade and home of a sizeable 
Christian community—in c. 1890 (“Ontduiking van Film-Censuu?”): 
this is confirmed by personal communications with Krugers' youngest and 
only surviving son, Dr. Jan Krugers. He explains that George Edward 
Albert Kruger—Krugers was born on 24 November 1890 to a Dutch 
schoolteacher in Banda Neira. He later moved to Surabaya, where he 
exhibited an inclination towards technology and engineering, working in 
water management while in Surabaya. He moved to Bandung and, in 
1925, he became a cameraman and partner with the Java Film Company, 
together with one L. Heuveldorf. Kristanto's catalogue entry lists him as 
leading its film laboratory, and communications with Dr. Krugers confirm 
that G. Krugers handled the chemical fixation of the film. 

The company initially 
produced documentary films, but in 
1926 Krugers first worked on afiction 
film, serving as cinematographer 
for Heuveldorf's adaptation of the 
Sundanese legend Loetoeng Kasaroeng 
and in multiple capacities for Eulis 
Atjih, an adaptation of a novel. 
He remained with Java Film until 
1927, when he established his own 
production company, Krugers 
Filmbedrijf, also based in Bandung. 
This company released three fiction 
films, as well as several documentaries. 
He handled these productions by 
himself, playing the roles of producer, director, and cinematographer and 
thus maintaining complete creative control. In producing his films, Krugers 
would hire untrained actors and train them personally: his wife, Elisabeth 
Schut, whom he had married in Bandung, prepared the costumes (Krugers, 
personal communication). 

Two of the films Krugers produced, Eulis Arjih (1927: through 
Java Film) and Karnadi Anemer Bangkong (1931: through Krugers 
Filmbedrijf), were adapted from Sundanese-language novels.$ 


Figure 2.1 Krugers in 1928 (via 
Koolhaas and van de 
Vooren) 


5 As we have shown elsewhere (Woodrich, 2013), until 2012 there have only been three 
adaptations of Sundanese-language novels, one of which was a remake of Krugers' adaptation 
of Eulis Atjih. In 1982, N. Riantiarno wrote an adaptation of Aam Amilias Sanggeus Halimun 
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This affection for Sundanese culture suggests that Krugers was influenced 
greatly by his years in West Java, though, as discussed below, he appears 
to have misjudged his audiences with with the film commonly called 
Karnadi Anemer Bangkon. After the commercial failure of this latter film, 
Krugers collaborated on Tan's Film for several works, including one last 
film adaptation of a novel, Njai Dasima (1932). 

In 1935, after the Great Depression and increased entertainment 
taxes led to a downturn in the local cinema industry, Krugers left the 
Indies for Hong Kong, planning on selling his film eguipment. When his 
buyer died, Krugers was forced to use the savings of his wife to bring him 
and his family to the Netherlands. All of his copies of his films, except for 
his documentary on the hajj pilgrimage Het Groote Mekka-feest (1928), 
were lost in Hong Kong. Krugers died in Amsterdam on 10 August 1964 
(Krugers, personal communication). 


2.1.2 Nelson Wong 


Nelson Wong was born in 1895 to an ethnic Chinese Adventist 
minister, Wong Siong Tek. Sources disagree as to the location: Biran writes 
that Wong was born in China and emigrated to the United States in 1920 
(Biran, 2009: 187), while filmindonesia.or.id (“Nelson Wong”) indicates 
that he was born in San Francisco and raised in China. It is clear, though, 
that Nelson studied in the United States together with his brothers Joshua 
and Othniel. Nelson, as with contemporary director The Teng Chun, 
was interested in the American cinema industry, and may have served as 
assistant cinematographer for the 1921 Douglas Fairbanks film The Three 
Musketeers (Biran, 2009: 188). In the mid-1920s he and his brothers moved 
to China and opened their own film studio, releasing several films before 
Nelson emigrated to the Dutch East Indies. 


Peuray, which was serialized from 1981 to 1982, and published as a standalone novel in 1991. 
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Figure 2.2 Nelson Wong, c. 1937 (via Biran, 2009: 85) 


In the Indies, Nelson worked for Tio Tek Djin of Miss Riboet's 
Orion. Tio helped Nelson bring his brothers to the Indies in exchange for 
Nelson working on a film for him. When this failed,” the Wong brothers 
established their own company, Halimoen Film. The trio produced 
numerous films, including one—51 Tjonat, produced in collaboration 
with Jo Eng Sek—which was adapted from a novel, this production likely 
involved Othniel and Joshua, but not in a position with creative control. 
Nelson and his brothers later worked with Tan's Film. Nelson died in 
1945, after years of illness, while his brothers continued making films 
well into the 1970s. 


2.1.3 Jo Eng Sek 
Little is known of Jo Eng Sek. During the 1920s and 1930s, he 


owned a successful store, Populair, in Batavia. His first venture into 
film, and his only adaptation of a novel, was Si Tjonat, completed in 
collaboration with Nelson Wong in 1929. Wong served as director, and Jo 
as producer, ensuring that Jo maintained greater creative control. His later 
film ventures, which were produced into the 1940s, were not adaptions 
of novels. Most were original stories, though one (T'jioeng Wanara, 1941) 
was based on a Sundanese legend. 


7 Miss Riboet, the star and Tio's wife, was considered not photogenic enough for film. 
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2.14 Tan Boen Soan 


Tan Boen Soan was born in Sukabumi, East Java, in 1905. He was 
a journalist who worked for newspapers such as Sin Po, Perniagaan, Sin 
Bin, and Warna Warta. He also wrote several novels which were published 
in magazines dedicated to film. He is recorded as producing Setangan 
Berloemoer Darah in 1928: this is thought to be his only contribution 
to film. Tan died in 1952, captured, tortured, and killed because he was 
suspected of being a member of the subversive group Barisan Tjitaroem 


(Setyautama and Mihardja, 2008: 345). 


2.1.5 Lie Tek Swie 


Little is known about Lie. In an interview with Misbach Yusa Biran, 
Bachtiar Effendi described him as having worked at a film distributor's 
office, where he handled the distribution and sometimes editing of 
Hollywood imports (Biran, 2009: 99). Sometime in 1929, Lie joined Tan's 
Film, a newly established company led by brothers Tan Khoen Yauw and 
Tan Khoen Hian. He completed four films for the company before leaving 
itin 1932 after a dispute over his approach to directing, which freguently 
led works to go over-budget (Biran, 2009: 111). 

No information is available on Lies activities between 1932 and 
1941, when he resurfaced as the director of Ikan Doejoeng for Standard 
Film: since the Tan brothers helped back the company, it appears that Lie 
and the brothers had been able to put aside their differences. However, 
for day-to-day business Lie worked with Touw Teng Iem (also known as 
James Touw). There are no records of Lies activities after leaving Standard 
Film when it was shut down. 

A full half of Lies six directorial works were adapted from novels, 
beginning with his (and Tans) first film, the two-part Njai Dasima, in 
1929. Two years later Lie directed another two-part adaptation, Melati 
van Agam, based on the novel by Swan Pen. His final adaptation, Siti 
Noerbaja, came in 1941. 


2.1.6 Tan Khoen Yauw 


Tan Khoen Yauw was co-owner of Tans Film with his brother Tan 
Khoen Hian. Unlike Hian, who was purely involved in the company's 
business aspects, Yauw is also credited as a film producer, it is in this 
capacity that he exercised creative control over the company productions. 
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Yauw produced four adaptations from novels, directed by two different 
directors, three (Njai Dasima (1929|, Melati van Agam, and Siti Noerbaja) 
were directed by Lie Tek Swie, while one (Njai Dasima, 1932) was directed 
by Bachtiar Effendi. 

All of Tan films, including these adaptations, were targeted at lower- 
class indigene audiences (Biran, 2009: 98). This is particularly evident with 
his hiring of Roekiah, a successful stage actress and keroncong singer, which 
gave him easy access to lower-class viewers who enjoyed such media. Tan's 
catered to his target audience by focusing almost exclusively on themes of 
romance in the villages and villagers facing city life: both these issues were 
faced by the lower, non-urban, classes. 


2.1.7 Bachtiar Effendi 


Effendi, perhaps most notable as the first 
recorded native Indonesian film director, was 
an ethnic Minang born in Padang sometime 
after 1903. The younger brother of poet Rustam 
Effendi, Bachtiar showed an interest in literature 
by young adulthood. Soon after he dropped out 
of Algemeene Middelbare School, eguivalent to 
senior high school, he joined Tan's Film. 

During his time with Tan's, Effendi 
contributed to two ekranisasi projects, Melati 
van Agam in 1931 and Njai Dasima in 1932. 
In the first Effendi served as assistant director, Figure ya Bachtiar Efendi: 
a position in which he had no creative control: 1939 (via Biran, 
he also took a minor acting role. In the second, 2009: 104) 
Effendi served as director. This position granted 
him (as with all non-producer directors) some creative control, though 
his main duty was as a dialogue coach, creative control rested primarily 
with the Tan brothers. 

Upon leaving Tan's Film, Effendi led the film magazine Doenia 
Film, later joining the touring theatrical troupe Dardanella in 1936. He 
later helped establish the Bollero travelling troupe under Andjar Asmara. 
When Andjar left to work for The Teng Chun's Java Industrial Film in 
1940, Effendi brought the troupe to British Malaya. There he reentered 
the film industry. Around 1950, Effendi returned to Indonesia, though 
within several years he had lost favour for supporting the Revolutionary 
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